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LOCATING DESIGN IN A CULTURAL FLUX 
Author: Bonne Zabolotney, Dean of Design + Dynamic Media 
FEW DESIGNERS CONTEST THE IDEA that we cannot measure the 
success or failure of any design until the context in which it was 
created is fully understood. Understanding context, however, 
requires a knowledge of the culture in which the design in ques- J 
tion is situated. 
In his essay, "Culture is Ordinary", Raymond Williams asserts 
that ideas of culture are insinuated in all aspects of everyday 
life: "Culture is ordinary...A culture has two aspects: the known 
meanings and directions, which its members are trained to [and] 
the new observations and meanings, which are offered and tested" 
(2009, p. 93). For Williams, the idea of culture means everyday | 
life and the hegemonic values that go hand-in-hand with the ordi­
nary, combined with more concrete and experiential forms of 
culture, such as novels, films, and advertising. To pose the ques­
tion, "what were they thinking?" about any society is to inquire 
about ideas and issues of economics, politics, ritual, technology, 
and culture. Design emerges as an intersection of these factors, 
with the nature of this intersection ever-shifting. 
Charles Eames explained design as the overlap between the 
interests of the designer, the client, and of society as a whole. 
Eames considers design as a professional practice, with primary 
responsibility toward the client, and resulting benefits to society. 
He does not, however, examine what happens when the inter­
ests of society do not correspond with the interests of designers | 
and their clients. When we begin to question the interests of 
society and its corresponding cultural systems, we increase 
"our understanding of the way [contemporary] design works to 
reflect or create values" (Drucker, 2008, p. xxi). To further illus-
| trate this relationship between design and cultural shifts, I offer 
two assertions: 
THE MEANING OF DESIGN CHANGES WHEN ITS SURROUNDING 
POLITICAL AND CULTURAL IDEOLOGY CHANGES. 
The swastika has been known for thousands of years as a positive 
icon of good fortune and prosperity: 
The swastika also symbolized light or the god of light, forked 
| lightning, rain and water. It represents Brahma, Vishnu, and 
Siva — Creator, Preserver, Destroyer. It appears in the footprints j 
of Buddha...represents Jupiter to the Latins, [and] Thor to the 
Scandinavians...The swastika was similar to the ancient Hebrew 
letter tau, the sign of life...(Heller, 2000, p. 6-7). 
Given these meanings of universal good, non-religious groups 
and consumer culture eventually adopted it as their own. Dur- j 
| ing the early 20th century, swastikas could be seen on North 
American hockey sweaters, Carlsberg® Beer labels, Coca-Cola"1 
trinkets, and as Rudyard Kipling's personal insignia. By the time 
Adolf Hitler became head of the German state, the swastika had 
also become the symbol for German nationalism. Expropriating 
the swastika allowed the Nazi party to corrupt the optimistic mean­
ing of the symbol for their own cause. By 1940, Germans saw it as 
a sign of strength and solidarity while North Americans and 
Allied Europe viewed it as a sign of aggression — something iden­
tifiable to fight against. Although the shape has not changed for 
millennia, today the swastika is interpreted as "a vivid reminder of 
a mournful history, [and] an instrument of its depravity" (Heller, 
2000, p. 12) due to the political and cultural ideologies associated 
with this symbol. 
THE VALUE OF DESIGN CHANGES WHEN AVAILABILITY 
OF MATERIALS, TECHNOLOGIES AND ECONOMICS SHIFT. 
Various types of lace have been made since ancient history, but it 
became widespread and very popular in Europe during the early 
Renaissance. Lace was hand-made; it took much time, energy, 
and skill to produce small amounts, and was consequently highly 
valued. The textile industry, which developed during the Indus­
trial Revolution, greatly changed this perception of value. By the 
mid-to late-i8oos, most lace was machine-made by a new thriving 
commercial industry. Improvements to equipment allowed cot­
ton to replace the original silk thread, and the scale of production 
allowed various laces to be cheaply produced. A growth in trans­
port, colonization and trade further expanded the marketing of lace. 
Chemical Lace, developed in the early 20th century, changed the 
method of lace-making altogether: cotton thread is embroidered 
on a base fabric, which is later chemically dissolved, leaving the 
lace pattern behind. By the mid-20th century, Polyvinyl Chlorine 
became a material was used to make lace-trimmed vinyl tablecloths. 
To achieve the visual aesthetic of lace we no longer require hand-
crocheting of natural threads, we merely require a lace-like pat­
tern to be stamped in plastic. The design and visual aesthetic of 
lace hasn't changed much over 500 years, but its value has. It is no 
longer exclusive, expensive, nor difficult to obtain. 
In both of these examples, design can be interpreted "as a cul­
tural practice, as a cultural phenomenon" (Drucker, 2008, p. xxi). 
While the visual essence of the designs did not change, the way in 
which they are perceived and therefore valued, shifted throughout 
history. Fully understanding the factors leading to shifts in perc­
eption of design allows us to assess and anticipate contemporary 
design practice. We are able to situate design practice as a cognitive 
process — as social behaviour — fully embedded in ordinary and 
everyday culture. -0-
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THE ROLE OF VISUAL DESIGN 
IN CONNECTING PEOPLE TO CUISINE 
— ^ — — — — T h a i s  A m a r a l  
ABSTRACT// This paper reflects on brand identity and the de­
signer's role in translating client ambitions and values into 
effective visual communication. Process played a key role in re­
designing the identity of a small Thai restaurant in Vancouver, 
BC. The following aspires to reflect on the role played by research 
in creating a cohesive product that extends beyond decoration 
while still retaining cultural value. The benefit of multiple itera­
tions and stylistic explorations is not understated here. This essay 
proposes that the role of the designer is to facilitate communica­
tion between business owner and clientele by portraying and 
translating emotions and values already inherent in the company. 
KEYWORDS// Identity Design, Process, Restaurant, Visual Com­
munication, Branding Identity 
INTRODUCTION// The perception clients have about a cer­
tain business will influences its success. Because we live in a 
world where consumers are constantly bombarded with visu­
als and huge varieties of products to choose from, it has become 
essential for a business to make a good first impression. In this 
sense, identity design plays a huge role in setting a business apart 
from its competition while also making it seem desirable and 
trustworthy. Identities with "character and 
personality forge connections with consumers 
through unique, evocative, and multidimen 
sional messages" (Gobe, 2001). It is the role 
of the designer to understand the needs of 
both business owners and clients in order to 
translate these needs into a visual form that 
communicates effectively. 
In this context, this paper reviews the design 
process, which deals with identity design for 
small businesses. I will review the phases of my design and learn­
ing highlights using this opportunity to reinforce the role played 
by research. This paper illustrates a project that aimed to affect 
people's perceptions and behaviours towards a business, instead 
of acting as mere visual decoration. 
BACKGROUND// The project analyzed here was part of a third 
year Communication Design course at Emily Carr University 
of Art + Design. The goal was to redesign the identity of a small 
restaurant, which offered good services, but suffered from poor 
visual identity. The design was to be informed by research and 
improved through the development of different iterations. 
Even though this was an individual project, our class was 
initially divided into groups to share research and choose a res­
taurant to work with. My group decided to redesign the identity 
of a Thai restaurant, in Vancouver, BC. We wanted to work with 
an ethnic restaurant for the opportunity to explore not only the 
role of identity design as business strategy but how values from a 
certain culture can be integrated into an identity. While the final 
design was not implemented in the end, this project provided new 
design knowledge for all involved and contributed to transferable 
skills enhancing future projects. 
RESEARCH QUESTION// According to Jorge Frascara, "the 
solution to a client's needs is not the production of the visual 
communication, it is the modification of people's attitudes or 
abilities in one way or another" (1998). In other words, qual­
ity and value in design should be measured by how adequately 
the visual communication solves the initial 
issue at hand. As the client did not adapt this 
project, there was not the true opportunity 
to test how the final design would impact 
an audience. Frascara's point of view is one 
I agree with as it summarizes what I believe 
designers should always aim for. Since the 
beginning of this project I understood that 
only through research on identity design as 
well as on Thailand's culture and cuisine 
would I be able to redesign not only the marketing materials but 
the experience of dining in the restaurant itself. 
" IT IS THE ROLE OF THE 
DESIGNER TO WORK WITH 
OWNERS IN ORDER TO 
TRANSLATE THEIR AMBITIONS 
AND VALUES INTO EFFECTIVE 
VISUAL COMMUNICATION." 
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Figure i. 
Sketches for the first iteration 
Figure 2. 
Colour experiments for second iteration 
METHODOLOGY// When designers are presented with projects, 
they must ask questions of themselves and others in order to truly 
define what the problem is so that later it may be solved. It is now 
known that "design problems are ill-defined, [and] ill-structured" 
(Cross, 2001). With that in mind, the first step in our research 
process was to interview the owner of the restaurant to get a sense 
of the personality and core values of his business. According to 
him, the restaurant had been open for a little over a year and was 
his primary source of income. He showed the most pride in the 
friendly atmosphere, the staff, and in the authenticity of the food 
served. He told us the majority of customers were Caucasian, and 
young adults or students. 
From visiting the restaurant we observed that the place offered 
really good food indeed, but lacked personality. The interiors were 
plain and the signage did not differentiate the restaurant from 
other restaurants nearby. There were three different versions of 
the logotype being used across different media. There were major 
issues of clarity for the brand. 
The last stage of our group research was to find out more about 
local competition through their websites and online customer 
reviews. Looking at competition helps to identify possible threats 
and allows designers to position a client's business so that it will 
stand out. 
CREATING A DESIGN BRIEF// After doing some group resea­
rch, it was time for the individual work to start. Separating the 
group was important because each person had their own percep­
tions of what the problem was and what approaches could be taken 
to solve it. By combining the findings I developed a design brief, 
outlining the main problems with the restaurant's current iden­
tity, such as lack of uniqueness and cohesiveness. 
I then presented my vision for the new identity as defined 
through keywords (youthful, personal and stimulating) that would 
later guide my visual explorations. Essentially, I wanted to create 
an identity that would appeal to young Caucasian customers while 
reflecting Thai culture in a fresh and modern way. 
DEVELOPING MULTIPLE ITERATIONS// The first iteration I 
developed was based mostly on my first impressions of Thai cul­
ture and of the restaurant (Fig. i). The visual style was inspired 
by Thai arts and crafts. At this point the brief had not yet been 
written and very little research had been done, because of this the 
work lacked the depth and research to validate it. From this phase 
I learned how important it is to move past first ideas, for the first 
one is never quite as informed or refined as it could be. 
The concept developed for the second iteration was strongly 
driven by my desire to highlight the experience of eating 
Thai food. First of all, I decided to rename the restaurant as 
"Bungalow". The name choice was intended to preserve and high­
light the feeling of intimacy provided by the small size of the 
restaurant. The term "Bungalow" evokes the idea of a retreat, a 
place where one stays to relax. I wanted customers to feel as 
though they were taking a break from a stressful world when 
eating at the restaurant. The visuals I created were exotic, stimu­
lating, and reflected Thai arts and colours (Fig. 2). 
I was happy this iteration, so it frustrated me to leave it behind 
and work on yet another concept. In spite of this, I now see how 
developing multiple iterations is beneficial for the design process; 
it allows the designer to see things from a different point of view 
and raises the work to a higher level. 
My third iteration was inspired by the flavours and characteris­
tics of Thai food. This concept highlighted not only Thai culture 
but the product being offered to the clients. Through the name 
"Naturally Thai", I hoped to convey both the authenticity of the 
restaurant and the healthiness of the food. I then attempted to 
convey healthiness and authenticity visually by implementing 
earthy tones and organic shapes (Fig. 3). 
THE FINAL PRODUCT// After creating different concepts, I 
chose one to be developed into the final identity. I decided to work 
with my second concept, "Bungalow". This was the time to make 
refinements of form, typography, colour and format. It was an 
experience that taught me how to summarize my learning and 
integrate the best of each iteration into one final solution. 
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U IDENTITY SUPPORTS. E XPRESSES. 
COMMUNICATES. S YNTHESIZES. AND 
VISUALIZES THE BRAND. Y OU CAN 
SEE IT. T OUCH IT HOLD IT. H EAR IT 
WATCH IT MOVE.77  
FINDINGS// During my research process, I came across the idea 
of how brand identities should touch on the emotional needs of 
customers so as to meet their expectations. A quote that really 
caught my attention in that regard was one by Marc Gobe: "senso­
rial research leads to emotional states that help bring a new set 
of communications on how people experience brands. There is a 
loyalty to a brand when the brand connect with our senses" (2007). 
This quote inspired me to create an identity using colour to 
evoke feelings and flavours while telling a story about Thai 
culture that is memorable. Adding elements that provoke the 
senses and emotions is like adding a whole new layer of meaning 
to identity design. Identity is not just a logo or how a package looks, 
it is the "visual and verbal expression of a brand. Identity sup­
ports, expresses, communicates, synthesizes, and visualizes the 
brand. You can see it, touch it, hold it, hear it, watch it move" 
(Wheeler, 2006). 
Aside from "touching" people, brand identities are more effec­
tive when they are sensitive to a culture and the social activities and 
customs it relates to. As reinforced by Marc Gobe, "food is a form 
of social exchange, and is imbued with special meanings in many 
cultures. Brands that recognize this and respond accordingly will 
never leave customers with a bad taste in their mouths" (Gobe, 
2007). This way of thinking is really important to my design: in 
Thailand, food has a special meaning, so much that it is seen as an 
expression of their own identity. The importance of sitting down 
and enjoying food for Thai people is such that the Thai equiva­
lent of the casual greeting, "How are you?" translates as "Have you 
eaten rice?" (Thai, 1998). 
CONCLUSION// Even though I believed the outcome of this 
project to be quite satisfactory, I realize that further primary 
research would be essential to make it more valid and prove its 
success or failure in impacting the audience. Unfortunately, the 
primary research done was limited to informal surveys conducted 
over the Internet, information gathered from visiting the restau­
rant and the development of a persona, which was helpful but had 
no data to back it up. 
On the positive side, something of importance that I learned 
from this project is that designers, in their creative processes, 
can always go further than once thought. Shifting perspec­
tives and coming up with dramatically different concepts after 
developing a first is essential for the growth ofboth the project and 
the designer. 
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Figure 3-
Final logo as it would be applied to business cards 
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PLEASURE AND PAIN: 
CONSTRUCTING AN ACCESSIBLE VISION 
OF DESIGN HISTORY THROUGH A NOVEL LENS 
— ^ M i c h e l e  G u i m o n d  ™ —  
ABSTRACT// The book Pleasure and Pain: 70 Years of Graphic 
Design, produced for a second year communication design project, 
intended to create a form that offered a unique and interesting 
way to look at the history of graphic design that was engaging for 
an audience of non-designers. This was achieved using categories 
to group design that suggested design's various social functions; 
these categories had a broader context as opposed to being lodged 
in design paradigms. By focusing the ideation process on user 
needs, the framework for the book was established using the 
visceral and opposing human emotions of pleasure and pain to 
map a non-linear course through history. This framework enabled 
the various functions of graphic design to be viewed through a 
series of critical lenses. This article explores the design process 
for this book. 
KEYWORDS// History, Design Writing, Process, Reflection, 
Emotion, User-centered, Communication Design 
INTRODUCTION// Design is fundamentally a cultural activity 
and yet it is rarely discussed in these terms. More often design is 
presented as 'applied art', and as such it inherits theoretical tools 
that are not necessarily the 'best fit'. Despite the fact that graphic 
design's history clearly reflects its cultural and political context, 
design and society are discussed largely in isolation. This may 
result from the fact that, unlike many other disciplines, graphic 
design has developed without much "theoretical reflection" (Fra-
scara, 1996). Therefore the bulk of the literature available on the 
subject of design, focuses largely on technical theory. On the sub­
ject of design history, the selection of literature, textbooks and 
scholarly surveys is relatively sparse. For the uninitiated, including 
students of design, the available literature seems somewhat self 
referential, predominately geared toward identifying the shifts and 
phases within design itself. With this as a starting point the book, 
Pleasure and Pain: 70 Years of Graphic Design was conceived as an 
exploration in developing an alternate set of critical lenses through 
which to view design history, bringing design's cultural context to 
the fore and engaging the audience on a more visceral level. This 
article describes the development of the theoretical framework 
used to arrange, constrain and assess the book's content. 
RESEARCH QUESTION// Why would someone who is not 
studying communication design be interested in the history of 
design? This is a question that Michele Guimond, Kirsty Tsang 
and Nireesha Prakash focused on throughout the development 
of this book. How could a design history book engage non-prac­
titioner and non-scholarly audiences in understanding design 
as a cultural activity and offer a compelling critical lens through 
which to view it? 
Methods and Process// The following will describe the design 
process behind Pleasure and Pain by describing the three central 
factors driving its development: precedents, content and users. 
The effect of each of these on the final outcome of the project will 
be discussed individually and in chronological order. 
PRECEDENTS// Initial research revealed that "compared to other 
areas of design, graphic design has been given short shrift by his­
torians" (Wikins, 2001). Books on visual forms and elements, 
design heroes, how to's and stylistic trends abound but the major­
ity fail to bring design into a broader cultural or social context. 
Compared to the number of art history books or historic surveys 
for just about every other discipline there is a strikingly slim 
selection for those interested in the history of graphic design.1 
The books that are available on design, historic and theory based, 
were found to share a common limitation for the non-specialist 
audience in that they are largely self-referencing and entrenched 
in design paradigms. The fact that early research into precedents 
revealed that so few "good scholarly surveys are written for lay 
audiences" suggests that a book like Pleasure and Pain is relevant 
to the untrained audience (Margolin, 2000). Some critical writers 
1 The few books that were discovered on the subject, notably Philip Meggs' 
A History of Graphic Design, Richard Hollis's Graphic Design: A Concise History, 
Roxane Jubert's Typography and Graphic Design: From Antiquity to the Present and 
more recently Stephen J. Eskilson's Graphic Design: A New History, were used as 
reference points during the project's research phase. These books demonstrated 
both current approaches to design history writing and target audiences not covered 
by current precedents. 
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E N G A GI N G  T H E  U S E R/ / This approach to design and problem 
solving has led to the development of design methods that provide 
designers with the option to not just design products for people 
but to design experiences with people. This shift underscores the 
importance of design process along with the involvement and 
participation of users throughout all stages of a project. We are 
interested in enhancing the designer's understanding of their 
users' interactions and relationships with technology, products, 
systems and environments in order to design for better experi­
ences. The outcome of design here is not a product, but the overall 
experience across all touch points, interactions of people with 
products, spaces and other people. This approach moves beyond 
the individual experience of users, customers and/or employees, 
to design's influence within the broader context of the global 
economic community. 
P R O BL E M  S Y N T H E S I S  &  D E SI G N  I D E A T I O N / /  Designers 
"discover or construct many different variables" in order to frame 
and define the right design problem...in identifying these prob­
lems designers "set boundaries, select particular things [...] and 
impose on the situation a coherence that guides subsequent 
moves" (Schon, 1988). 
"Lowgren and Stolterman (2004) describe this design process 
through three levels of abstraction: the vision, operative image, 
and specification." They believe that "vision emerges when the 
designer first confronts a design situation." The initial idea 
is internal, "often fuzzy [and] intuitive" but crucial in aiding 
the designer to "understand the situation" they are working in 
(Hegeman, 2008). Synthesis and design thinking are about 
embracing the ambiguity of design and combining tacit knowl­
edge, critical thinking and creativity in the design process that 
lead to an "operative image". It can be considered "a dialectic, or a 
conversation [because it] involves design wisdom, judgment, and 
knowledge" (Hegeman, 2008). 
Through an iterative process designers discover, learn, and 
immerse themselves in the world of their users, to better under­
stand the different perspectives and factors of the design 
challenge. 
Designers examine and explore people's behaviours and rela­
tionships through a set of methodologies (such as observational 
studies, user research, workshops, etc.) that support their vision 
and understanding of users in different stages of the design 
process. These new methods provide designers with a toolkit that 
allows them to design more effectively for behavioural, experien­
tial, and emotional responses. 
M O D E L I N G  I N T E R A C TI O N  &  E X P E R I E N C E / /  Designers are 
visual thinkers. Sketching and drawing are fundamental skills 
for designers and enable them to express and communicate their 
mental models, ideas and decision-making in different stages 
of the design process. The non-permanent nature of sketches 
allows for experimentation and play throughout the design proc­
ess, providing designers with an opportunity to fail and learn. Bill 
Buxton in his book Sketching User Experiences describes sketch­
ing as "quick, timely, inexpensive, disposable, plentiful, and 
ambiguous" (Buxton, 2007). Buxton uses the term sketching to 
describe a continuum of visual techniques from traditional pencil 
Figure i. 
Strategies for Leveraging Sketching and Visualization Techniques for 
Modelling User Interaction & Experience (adapted from Sanders. 2008.) 
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sketches and storyboards to theatrical improvisation, animated 
digital sequences and 'wizard of oz' scenarios that can be used 
to represent time-based events to communicate an understand­
ing of potential user experiences. In the early stages of the design 
process, these techniques can serve as tools to help us under­
stand the context, culture and intentions of users by synthesizing 
research data. Similarly these visual techniques can be used to 
portray multiple variants of prospective concepts and solutions in 
the later stages of the design process. 
R E S HA P I N G  T H E  R O L E  O F  D ES I G N / /  As our understanding 
of the role of design continues to evolve it becomes clear there will 
be a need to progressively update our methods and techniques to 
address the complexities of day-to day life. By building on design's 
roots and strengths in problem synthesis and ideation together 
with our abilities to communicate concepts through sketching 
and visualization techniques designers will be able to continu­
ally leverage new methods to develop a more effective dialogue 
with our user community in our efforts to create more holistic 
solutions to more demanding and complex design challenges. -c-
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Figure, i Analyzing content Figure 2. Analyzing form and prototyping 
on the subject of graphic design 
point to the fact that this model of 
writing stems from the fact that 
"graphic design history is modeled 
on the earliest approaches to art 
history" (Wilkins, 2001). Conseq­
uently many of the historic sur­
veys that currently exist on graphic 
design resemble art history 
books in both form and analysis. 
Arguably this limits the scope 
of analysis in design as it tends 
to follow a linear path marked by 
stages of design's own history 
thereby isolating it from the 
social and political context. As Stephen J. Eskilson says in 
Graphic Design: A New History: "It is my belief that graphic 
design history has too often been presented through a parade 
of styles and individual achievements devoid of social con­
text" (Ekilson, 2007). The challenge for this project was to 
take the same information provided in other design books 
and remodel it in way that established a new path through the 
subject's history and provided a context that looks outside of 
design itself. 
Relating Content to Users: An 
Emotional Engagement// Ini­
tial research into precedents 
and content analysis promoted 
a more critical view of design. This was to be the area of focus 
while relating content to users. In the search for universal para­
digms on which to peg design history, an effort was made to look 
for concepts which would afford a critical lens. Although there 
was not enough time to conduct extensive primary research or 
user surveys, a large portion of the ideation process was focused 
on identifying the possible preconceptions of non-specialists. One 
of the key issues discussed was the fact that design is perceived 
by the general public as a primarily commercial and/or artistic 
practice. Therefore, a secondary goal became to challenge this per­
ception by showing the variety of roles and social functions design 
has played. 
The framework chosen to explore the history of graphic design 
was something personal but universal: human emotion. In order 
to show the "design in humanity" and the "humanity in design" 
it seemed pertinent to show both its good and bad sides (Gerber, 
2007). As an example, propaganda can be employed as a weapon 
for a despotic regime or to promote cultural values for the com­
mon good. This concept developed into grouping images into two 
typically polar opposites of human emotion: pleasure and pain. 
In this project there was not 
the scope for an exhaustive 
anthology of either human cul­
ture or design. Constraints and 
boundaries within the ideation 
process were important in deci­
ding content and images while 
presenting them in a way that 
adequately revealed their relati­
onship. 
Analyzing Content// As aspiring designers, it was initially difficult 
to look at images from all of design's greats and see beyond the 
compositions, colours and typographic choices. However, reading 
through the text generated collectively by our classes revealed the 
social and political landscapes in which the pieces were produced. 
This also facilitated a more relational view of the images (Fig. 1). It 
became apparent that the images marked not just distinct points 
in design history but moreover that they represented a kind of 
visual social history. With this new found perspective, the images 
began to reveal both the good and bad side of design as well as 
the good and bad side of human history. This was to become the 
catalyst for an extensive ideation process. 
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Figure 3. 
Final Product in Square Format 
REFINING THE CONCEPT//The main headlines of pleasure and 
pain were divided into sections that facilitated the organization 
of content along cultural reference points. For instance, pain was 
divided into war, discrimination and social control while pleas­
ure was divided into inspiration, lifestyle and culture. Although 
contextual content was generated as a class, considerable editorial 
material added another layer of interest to engage the user in the 
human aspects of design. Editorial offered analogies that related 
design to subjects outside of the discipline. The emphasis was to 
move away from relying on the informed eye of those with "prac­
tical experience of spatial forms" towards those with more tacit 
knowledge of "conventional literate forms" (Swann, 2002). 
PRECEDENTS, USERS AND CONTENT AS DICTATORS OF 
FORM// From the outset the class was discouraged from assum­
ing the product's final form. As such, the concept of Pleasure 
and Pain was chosen before the idea of a book was determined. 
As part of the brief, the final form needed to support the concept 
and respond to the way the user was intended to interact with the 
content. The final product was not confined to being a static 
piece of design; it could have taken the form of a website, motion 
graphic, poster, pamphlet, etc. 
The decision to use the form of a book was primarily based 
on users. A static form of design enabled a certain amount of 
control in terms of how the user navigated through the images 
and saw them in relation to the text and categories. Further 
to this, it was considered that a book could more fully support 
oppositional sides and the broad categories of pleasure and pain. 
Various formats and prototypes of the book were circulated to a 
small survey group of non-designers to gauge reactions. In the 
end, the popular choice was a square format (Fig. 2). This format 
again supported the concept of expressing sides or poles whilst 
also removing it further from resembling a 'textbook'. Debark­
ing further from the art history model, dates and artists receded 
as secondary pieces of information through typographic choices 
and layouts. Exploring how a static piece of design could support a 
non-linear flow of information whilst imparting extensive historic 
information was a compelling challenge. 
REFLECTION// This journal article is not a defense of a second 
year level design project's ability to rival some of its undoubtedly 
more comprehensive precedents. As an excerpt from the introduc­
tion of the book sets out: 
"For someone interested in design [...] there are a plethora of 
relevant books out there. [...] This book will not serve those who 
are interested in gaining practical skills in graphic design or those 
seeking to learn details about its broad history. This book offers 
those interested in design a novel way to consider [...] the function 
of design over time" (Guimond, 2008). 
Like any other undergraduate design project, there are elements 
that could be improved given more time and research. Upon ref­
lection the main failure of the book is that, despite best efforts 
and intent, it continued to appropriate an art history approach to 
design by over emphasizing the emotional impact of the design 
pieces instead of focusing on their performative role. This could 
perhaps have been improved with more extensive user-group sur­
veys and comparative literature research. 
CONCLUSION// In Basic Concepts of Human-Centered Design, 
Krippendorff discusses a discrepancy in the perception of design 
between "outsiders who see design as an applied art having to 
do with aesthetics" and "insiders to design [considering them­
selves] advocates for users, and trying to balance social, political, 
cultural and ecological considerations" (Krippendorff, 2006). 
This disparity was one of the key learning outcomes of this 
project. Increasingly in design discourse and teaching there is an 
emphasis on user-centered design and the importance of involv­
ing non-designers in the design process. However, the majority 
of literature on design, particularly that relating to its history, 
reinforces the outsiders' perspective making it largely unappr­
oachable to the uninitiated. The intention for the book was to 
challenge the popular view of design as applied art and in doing 
so encourage a relational understanding of design as a primarily 
cultural activity. • 
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Figure 4. 
Example of Two Double Page Spreads (top "Pain" bottom "Pleasure") 
THE INTENTION FOR THE BOOK 
WAS TO ENCOURAGE A RELATIONAL 
UNDERSTANDING OF DESIGN AS 
A PRIMARILY CULTURAL ACTIVITY. 
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ABSTRACT// The role of design in today's world is dramatically shifting as social, cultural, 
and experiential factors begin to play a more dominant role in the complexities of day-to-day 
life. This article frames out key elements of a design strategy to address these challenges. 
CHANGES IN THE FIELD OF DESIGN//"A few years ago it was simpler. Designers just des­
igned things: objects like lamps, chairs, computer mice, cars, buildings, signage, page and 
screen layouts. Of course we knew that the things we designed affected people's experience. 
But still, it was enough to design the thing" (Fulton, 2003). 
THE NEED TO F OCUS ON EXPERIENCE//Today designers no longer design solely for aes­
thetic and usability values, but rather design for an overall experience. Bill Moggridge in his 
book Designing Interactions identifies a shift in priorities and suggests designers today should 
be less concerned about designing objects that are beautiful than they are about designing 
people's interactions with these objects (Moggridge, 2007). Jon Kolko goes further in his book 
Thoughts on Interaction Design in saying that "design is the creation of dialogue between a per­
son and a product, system or service. This dialogue is both physical and emotional in nature, 
and is manifested in form, function and technology" (Kolko, 2007). Similarly Bill Buxton 
the author of Sketching User Experiences argues that designers are experiencing a shift from 
"object-centered to experience-centered design" (Buxton, 2007). He explains, "It is not the 
physical entity or what is in the box (the material product) that is the true outcome of design. 
Rather, it is the behavioural, experiential, and emotional responses that come about as a result 
of its existence and its use in the real world" (Buxton, 2007). 
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USING VISUAL CONVERSATIONS 
TO BRIDGE THE DESIGN DIVIDE 
Kara Pecknold ———^^ 
ABSTRACT// This paper reports on a case study that investigated 
how a low-tech human-centered design process might more ade­
quately prepare a rural community for future design solutions. 
During the study, activities were developed to help a designer 
pursue a visual conversation when working with individuals who 
do not share the same language or technology in order to discover 
their needs, assets, beliefs and desires. By introducing these 
adaptive tools in a development context at the early stages of a 
design process, a designer is offered new insights. By collaborating 
with the community on this project, the next stages of the process 
can see improved focus in order to work toward the most appropri­
ate and sustainable outcomes. 
KEYWORDS// Human-centered Design, Participatory, Co-design, 
Social Innovation, Sustainable Development 
INTRODUCTION AND CONTEXT// In January 2009, a toolkit 
that included drawing utensils, a single-use camera and a set of 
twenty-five aspiration cards, was sent to a group of ten women in 
Rwanda in order to gather insights about how 
they understand and interpret their personal 
and community needs. The contents were placed 
into a bag that was designed to act as both a 
carrying case and desk to allow for the process 
to occur during the rituals of daily life. By allow 
ing the participants to be the researchers of their 
own community, a designer can more accurately 
assess how design solutions might be appropri 
ately delivered in a cross-cultural context. 
During my research, I initiated a brief exchange with Profes­
sor Ranjan from the National Institute of Design in India. I a sked 
him about his methodology of "village intervention with design 
for sustainable living." (Rajan, 2008) This approach seeks to 
incubate the ideas within the village in order to progress forward 
in any design solution. It also suggests that design plays a role 
in viewing an entire system rather than just its individual parts, 
which helps reduce misguided design interventions. 
An example of an intervention occurred when a village-based 
Internet kiosk was developed in an attempt to open up commu­
nication channels in India: "I saw that they had focused on the 
technology. Battery backup, heat tolerance and dust resistant 
casing and all the other front end and back end systems that should 
make the system work. But it failed. Why? The focus seemed to 
be on making a robust and low cost solution but I did not hear 
what the village folks were supposed to do with the whole offering 
and it seems to me that this may have been the key to the failure 
of the whole effort: focus on technology and economy and 
missing the user and their particular condition in the location" 
(Ranjan, 2007). 
Paul Polak, author of Out of Poverty: What Works When Tra­
ditional Approaches Fail, draws on his twenty-five years of 
involvement in various developing nations to assess what is 
needed for these types of programs to work. His principles of 
design for the underserved provide a sensible gauge for a designer 
who seeks to offer solutions to an unknown demographic. He 
suggests that the poor customer should rule the design process 
and that one needs to have "good conver­
sations, with your eyes open, with at least 
twenty-five poor people before you start 
designing" (Polak, 2008). 
CONTENTS AND PROCESS// In light of 
this understanding, my inquiry focused on 
tools that could establish a visual conversa­
tion around needs and aspirations. Because 
there was limited access to electricity 
and no computers or Internet, low-tech options were utilized. A 
notepad was included as a means of asking participants to draw 
images of things they thought could be useful for improving 
their village. A non-flash, single-use camera was repackaged 
and hosted a list of statements, which prompted a participant to 
take pictures as she interpreted the meaning of each phrase. The 
statements ranged from a basic inquiry of where someone might 
shop to how she might spend the equivalent of a day's wage 
"D E SI GN  PL AYS A  R OLE IN  
V IE W IN G A N ENTI RE S YST E M 
R AT HE R T H A N JU ST  IT S  
I ND IV ID UAL  PA RT S,  W H IC H 
HE L PS RE D UC E  MI SGUI DED 
DE SI G N INTER VENTI ONS ."  
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(500 francs = $i USD). Aspiration cards, primarily sourced from 
IDEO's Human-Centered Design Toolkit (IDEO), were included 
as a means of investigating the usefulness of pre-selected visuals 
in the assessment. Coloured stickers were included as visual cues 
to code the top six needs and the top six wishes of each person. 
For a one-week period, ten women accessed these tools during the 
rituals of their daily routines and the results provided information 
that could then be developed into valuable design projects. 
CONCLUSION// The outcomes of these visual activities helped 
the designer and the community to understand and prioritize 
the most appropriate strategies for future innovations before 
spending time and money on a pre-defined design solution. This 
form of dialogue offers a means to pursue the initial stages of 
"village incubation", where the community is invited to develop 
their own measurable objectives. From this place, a designer can 
acquire an understanding of a whole system in order to appropri­
ately develop solutions (technological or otherwise) that are both 
accessible and relevant to the community. 
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"We are running to a place we don't know." - Giorgio di Tullio 
As design communities respond to the global environmental crisis, we are moving into 
a period of fast-paced creativity. Designers are talking, meeting, and writing about an 
abundance of new approaches: Transformation Design (Burns and Vanstone, 2006), 
Transdisciplinary Design (Tischler, 2010), Design Thinking (Brown, 2009), Creative 
Communities (Manzini, 2006), Design for Cultural Vitality (Brink, 2009) are some of 
the most recent. As we move quickly — because quickly we must - it is tempting to turn 
our back on the design theories of the past. But to do that would be to diminish design's 
capacity to foster a healthy global ecology. Recently, a number of designers from Italy 
converged at Emily Carr University to underscore this point. They came as guests of the 
Italian Consulate, here to celebrate the opening of the Farnesina Design (Belletire, 2007) 
show. The range of presentations affirmed that our discipline is well equipped to change 
quickly, but also demonstrated that long-held design values support sustainable thinking 
in important ways. Giorgio Di Tullio and Cinzia Ferrara each told different stories that 
illustrate how, when it comes to sustainable design, the new works best in tandem with 
the Fundamentals. 
Giorgio Di Tullio, philosopher-designer and winner of several international design 
awards, holds the view that the primary function of design has always been to sense and 
respond. He offered the metaphor of the tree (Fig. 1). The roots of the tree dig deeply into 
what is available: the current nutrients and water supply. These are carried through the 
trunk to be transformed into the branching, flowering, and leafing above. In his story, 
the function of the trunk is essential — it is the translator, transmitter, and connec­
tor. Design, says Di Tullio, is the trunk. The design process responds to the ground of 
contemporary culture, and offers passage and transformation to produce out­
comes called for by contemporary times. This attunement explains how the 
profession is so quick to generate new theories and approaches; if there is great 
change in the world around us, then there is great change in design. The abil­
ity to sense and translate is exactly what gives us the capacity to move quickly into 
new territory. 
I T A L I A N  T R E E S  
Author: 
Louise St.Pierre, Associate Professor 
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Figure i. 
Italian Trees final 
Figure 2. 
Lamp standards of BOTREE 
-\ / 
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Figure 3. 
Italian Trees process work 
Yes, Di Tullio is right - "we are running" to create design that helps 
people move forward and change, design that helps bring people 
back to natural behaviours. And yes, Cinzia Ferrara responded, 
let's run using the strengths that have held us in good stead for 
so many decades. Ferrara illustrated this when she presented 
a project that (coincidentally) also refers to trees. BOTREE, by 
design studio Ferrara Palladino e Associati takes the tree as direct 
inspiration for new LED street lighting for Polytecnico di Milano. 
In this project, it is the skilful application of traditional design 
process that supports sustainability on a pragmatic level. 
Ferrara discussed the challenge of working with new tech­
nologies - in this case high efficiency LED's. While these LED's 
are heralded as the least energy intensive lighting source to 
date, it is difficult to get adequate light coverage with them. The 
inexperienced, or the impulsive, could easily deal with this by 
adding a quantity of bulbs that would cancel out the energy-saving 
benefits. Ferrara's deep knowledge of illumination and reflection 
was essential to arrive at a solution that achieved coverage with 
a minimum number of LED's. Subsequent prototyping and 
testing refined and confirmed the final design. With this case study, 
Farrara illustrated that the need for hard work, design process, 
and careful analysis does not disappear with new technologies 
or new theories. In fact, thanks to our newfound perspective that 
decisions can lead to unintended consequences, careful attention 
to design process is more important than ever. 
Skillful homage to timeless design values also proves that visual 
poetics don't need to be left behind in a future of restraint. Figure 
2 shows that the lamp standards of BOTREE are composed from 
a simple system of components - there are only three lengths of 
extrusion configured in multiple ways to provide an impression 
of natural variety. This evokes the Ecodesign fundamentals 
of minimal use of materials, wasted reduction, and efficient 
manufacturing (Belletire, 2007) and dovetails beautifully with 
20th century maxims such as: "Less is More" (Mies van der Rohe) 
or, "Less but Better" (Dieter Rams). Figure 3 highlights Ferrara's 
ability to evoke character with a limited palette, demonstrating 
again how ecological improvements are buttressed by traditional 
design values. 
Jr • 
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r 
Di Tullio and Ferrara describe approaches that are as 
complementary as their use of the tree is inspirational. If we are, 
as Giorgio Di Tullio says: "...running to a place we do not know," 
then thankfully, Cinzia Ferrara shows us how the roots of design 
knowledge can help us check regularly whether we are running in 
the right direction. -> 
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ASPIRE TO CHANGE BARBIE: 
CO-DESIGN AND CULTURE — DEVELOPING 
SUSTAINABLE MINDS IN CHILDREN 
^ 1 — • ^ ^ —  J a m e s  H a l l a m  —  
A B S T R A C T / /  This essay explores the practice of co-design and 
its application in the development of persuasive design solu­
tions. Insight is drawn from a project to develop environmentally 
cautious fashion dolls with a team of six year old girls in Vancou­
ver, BC. This project examines identity, appropriation, and craft 
practice as tools to re-position the Barbie™ doll. By providing J 
children with early access to craft culture and skills, they can more 
successfully negotiate the mass media messages of consumption 
and conformity while still engaging in the consumer culture that 
drives them. 
K E Y W O R D S / /  Co-Design, Craft, Children, Sustainability, Dolls, 
Barbie™, Toys 
Figure i. 
VG Couture doll, designed by Ric Yuenn 
COUTURE 
I N T R O DU C T I O N / /  Fifty years after her introduction at the New 
York Toy Fair, Mattel's Barbie™ doll h as had a durable legacy. Sold 
to three generations of children, this fashion doll has portrayed 
over one hundred professions, survived decades of varying fash- j 
ions, and remained a popular icon of American culture well into 
the Internet age. Barbie™ no w sells one doll every three seconds, 
or over ten million dolls a year worldwide (Dougherty, 2009). 
Something aspirational in her still sells to the girls for whom she 
is marketed to just as fifty years previous. In light of her popular­
ity, Mattel has failed to adapt this plastic toy to the realities of the 
emerging "green" market. 
My design team approached Patty Hill's first grade class at False | 
Creek Elementary (FCE) to meet with the children who were to 
help us design a sustainable toy. This project was a co-operative 
design challenge between my third year Industrial Design class 
at Emily Carr University and the kids at FCE, who we were told 
were to be our teammates and collaborators, and not simply J 
consultants. These six-year old children were to direct us to design 
a toy or game that they would not only enjoy, but would possess 
the smallest environmental footprint possible. Neither of my 
teammates, Janice Wu and Jacquie Quenneville, nor I had any 
prior experience working with children on a design project. 
We prepared for our first session at the elementary school by 
talking to other design students who had worked with children 
of this age group. Each team of designers was paired with a pre­
selected group of kids. We were teamed up with four girls. For 
two hours we played games, coloured drawings and talked about 
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toys and what made them special. We grew attached to our new 
teammates very quickly. After this encounter, we realized the 
implications of an all-girl co-design team which were noticeable 
—they had talked about many toys, but none more than their 
fashion dolls. 
RESEARCH QUESTION/ /  The primary question in front of us 
was, "What exactly would make a Barbie™ doll sustainable and 
still be of interest to our girls?" Sustainability never seemed to 
be of concern to Mattel, short of a few clumsy gestures of doll 
reclamation and outfits made of repurposed fabric that had 
only provoked accusations of greenwashing (Mitchell, 2008). 
The people who continued to buy Barbie™ did not seem to mind 
her plastic figure, synthetic clothing and blister-pack shell; 
she was fashionable, desirable and aspira-
tional. Any solution we proposed had to at 
least match these qualities, if not exceed them. 
Sustainable design offered us a number of 
design solutions, including material reduction, 
recycling, repurposing, and re-presenting (Wa­
lker, 2007). The challenge was in figuring 
which solution would be the most successful. 
Another question posed was the nature of 
the end of life of the doll, or how this plastic figure became 
garbage. We speculated girls who discarded Barbie™ simply 
moved on to something more age-appropriate or fashionable, or 
whether they had an encounter with the doll that hastened their 
displeasure with it. The question was raised as to whether the 
sociological issues of body image, Barbie's™ falsely plastic adult 
world or her mass-production and consumption could provoke 
anger, dissociation and rejection. Finally, we posed the question 
of where the value in the doll was created — it seemed logical that 
the doll would only become garbage once her perceived value had 
been lost. 
METHODOLOGY/ /  The following processes and methods were 
employed in order to deconstruct the design problem and arrange 
information. These mainly took the form of activities, games and 
other collaborative practices used commonly in co-design, as well 
as informational mind mapping and surveys. 
Scenarios// To test the theory of constructed value, we decided 
to run scenarios with the children to understand how they told 
stories with their dolls. We wanted to determine whether these 
stories helped preserve value in the doll even when it was dam­
aged. After discussing the childrens' own experiences with 
broken dolls, we combined their stories and solutions into three 
scenarios and documented the activity in photos. These photos 
were later adapted into three short comic strips, we hoped to take 
advantage of the comic form's ability to "amplify through sim­
plification" (Scott, 1993) and to construct an emotional layer to 
the narrative. 
Card Sort Activity// While working with the children, the team 
began a very broad research process, which was followed by 
numerous discussions as we tried to make sense of everything we 
had read. Barbie™ has fifty years of documented history, much of 
which lies largely in the sphere of pop culture and is poorly docu­
mented, yet prevalent. It seemed that introducing the sociological 
aspects of Barbie™ into our project presented us with a wicked 
problem and an indeterminate outcome. This had the potential 
to halt the project as we grappled with an overload of information 
(Buchanan, 1992). 
To address this problem, we asked ourselves, "What do we 
know about Barbie™?" and wrote short answers on index cards. 
Each card had space for three answers, allowing each team mem­
ber to react and elaborate on each other's observations. After we 
had exhausted our knowledge, the cards were split so that each 
idea was on a s ingle sheet of paper and then fastened to a blank 
wall. We sorted the cards, slowly allowing clusters to develop. 
Eventually, those clusters were formalized 
as overlapping topics in an adapted Venn dia­
gram (ours was in the shape of a heart, which 
seemed appropriate given the subject matter). 
Though this exercise took hours to complete, 
it gave us some clarity as to what we actually 
knew about the world of Barbie™, and con­
vinced us to start looking into craft practice, 
and its value in constructing meaning. 
Craft Practice 11 Craft seemed to be an essential part of our sustaina­
ble approach and was a response to the design problem that Barbie™ 
presented us with. Craft has fallen out of use during the modern 
era in favour of industrial efficiency and distribution, but it is 
again being recognized as an invaluable resource in sustainable 
design. Craft is a pragmatic approach to local production, person­
alization, materiality and the skill of the creator (Nay, 2008). We 
believed that these elements would be a major source of the value 
we were hoping to embed in our doll solution. To test these theo­
ries, we created a number of craft-based prototyping activities, 
which we hoped would reveal some interesting behaviour from 
the kids as th ey worked (Poggenpohl, 2002). These involved the 
creation of doll outfits and of a "maker-space" while exploring pro­
totypes at doll-scale and at a full human scale. 
SURVEY/ /  We were inspired by another team in our class to cre­
ate a visual survey tool that we could present to the children to get 
some concrete advice. The survey was composed of twelve ques­
tions, and we asked them which of the four options they preferred. 
All of the questions tried to present options that would give them a 
choice between a doll experience tied to a large company like Mat­
tel, and to a local brand. To our surprise, the local option was the 
clear winner, though our co-designers were clear that whatever we 
created had to be just as glamorous as Barbie™. Most significantly, 
they placed a high priority on the doll being presented as "new". 
BRAND STRATEGY/ /  We decided to play off of the children's 
interest in local things by creating a name that a six-year old would 
immediately connect with: VancouverGirl. With such strong com­
petition from Barbie™, Liv and Moxie Girls™ (the latter being two 
new fashion doll brands launched in 2009 by very large toy manu­
facturers), it was vital that we were unambiguous about our local 
"WHAT EXACTLY WOULD 
MAKE A BARBIE™ DOLL 
SUSTAINABLE AND STILL 
BE OF INTEREST TO 
OUR GIRLS?" 
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connection. The key brand statements were simple enough to 
develop after our primary and secondary research on Barbie™ had 
been conducted: 
• We will create a joyful experience between parents and children 
• We believe in positive change through creativity 
• We will make glamour guilt-free 
• We will make waste valuable by reviving toys with imagination 
• We will tell new stories with old dolls 
It was now possible to develop three lines of dolls under 
the VancouverGirl brand. These brands would each represent a 
different approach to developing sustainable dolls from waste 
stream products and each of these brands would engage with a 
different audience. 
FINAL PRODUCT DEVELOPMENT// The final products were 
categorized into a number of distinct yet related lines, each suited 
to different user needs and target audiences. 
1/girl// Vgirl is the flagship retail line, and intended for consump­
tion by the widest audience. The hallmark sustainable practice of 
this approach is "cradle-to-cradle" as we converted waste stream 
materials from consumers and the local fashion industry into 
viable products, positioned as new (McDonough, 2002). Here, 
fashion doll bodies are diverted from waste sources and collected 
from thrift stores and donations to be cleaned and repurposed 
into VancouverGirl dolls. Outfits and accessories are designed by 
emerging local fashion designers and created from fabric scraps 
gathered from the area's soft goods and fashion industries. Pro­
duction of the finished pieces is provided by members of charity 
organizations, like Craftworks. Completed dolls are boxed in sus­
tainable, recycled card packaging, and positioned in store as new. 
This line should appeal to anyone who would buy a traditional 
fashion doll like Barbie™, but gains the added value of locally 
relevant designs and the sustainable benefits of buying a doll cre­
ated with hardly any new material. Customers are encouraged to 
return their dolls to the store for refurbishment, should they ever 
decide they are no longer wanted, which keeps VancouverGirl in a 
closed-loop system, and hopefully out of the waste stream. 
Vgirl fab// Vgirl fab takes its name from "fabulous fabrication" 
and provides the craft practice element to the Vgirl line. This line 
shifts the focus from a product to a service by creating a guided 
in-store craft and play experience helping girls in giving their 
own dolls a makeover. This allows them to create a new doll of 
their own design. Clients can either provide their own materials 
or draw from the same fabric cuttings as Vgirl. As with the retail 
line, the finished doll is packaged as new, but this time with the 
creator's signature on the box, marking it as an original creation. 
Vgirl fab should appeal to the maker audience and to those who 
are more acclimatized to sustainable issues. It represents the 
deepest level of involvement with the brand and the doll creation 
process. This process should encourage the clients to be advocates 
for VancouverGirl and to share their experiences with others. 
Sustainable value is created through the same method as Vgirl, 
but takes a deeper meaning as the clients are able to layer their 
Figure 2. 
Jacquie Quenneville works with the Barbie™ card sort 
own personal, social and cultural influences crafting the doll, 
building a deeper relationship with the object they have created 
(Suri, 2003). While it is less likely that Vgirl fab dolls will be 
returned to the store, they are always welcome to come back for 
another makeover. 
VG Couture// VG Couture is the most disruptive line as it pitches 
the reclaimed dolls as highly aspirational luxury products, evoca­
tive original creations hand-made by local fashion designers. The 
couture dolls are dressed using a high fashion visual language 
and presented using the luxury brand grammar of conspicuous 
extravagance balanced against restrained cultivation and con­
servatism (Dru, 2002). The environmental message is completely 
subsumed under the glamorous sheen of the presentation, yet the 
dolls are no less sustainable than any in the Vgirl line. 
VG Couture products, while intended to be sold, are at their 
most effective on display as ambassadors for VancouverGirl and 
are designed to reach those that are immune to the messaging of 
the Vgirl lines. In this case, sustainable value is created by elevat­
ing what was once garbage to a level of desirability and collection, 
thus preventing their return to the waste stream. Each doll is an 
irreplaceable original and builds value through association with 
the designer-creator, who lends their image and their culture to 
their creation (Vitta, 1985). 
CONCLUSION// After three months my team returned to FCE 
to present our findings to our co-creators and their parents. The 
highlight of the presentation was a doll in a brilliant red ball 
gown, her blonde hair set against a fan of black peacock feathers. 
This was the creation of Ric Yuenn, a local evening wear designer 
who volunteered to make one of his signature dresses at fashion 
doll scale as an example of the VG Couture line. The reaction 
was immediate as soon as Yuenn's doll was revealed, the girls 
swarmed the table, grabbing the doll and excitedly talking to each 
other about how beautiful she was. 
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Figure 3. 
The survey instrument 
Doll Shop 
Where is the best place to buy dolls? 
NAME 
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Which store room do you like best? 
What is the best colour for a doll 
store? 
Which walls are best in a doll store? 
What label do you think is on the best 
toy? 
What is the best outfit for a doll store 
employee? 
Which is the best way to show parts 
used to fix a doll? 
Which of these is the best green word? 
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Their response was an immediate validation of what we had 
hoped to achieve with this project. Talking with the parents of our 
co-creators was equally rewarding, as they received our findings 
warmly and saw the potential of the maker-space in their neigh­
bourhood. It was exciting to see how effective craft can be as a 
tool in approaching a sustainable design problem — to make the 
shift away from industrial design processes to the skilled vernacu­
lar of local producers with a deep understanding of their clients. 
The ability of the Ric Yuenn doll to shape belief in the audi­
ence was remarkable as it coaxed them into active participation 
with the message and acceptance of the used doll as new again 
(Tyler, 1992). 
Mattel likes to represent Barbie™ as being timeless and essentially 
unchanged since her introduction in 1959 (Barbie™: Inspiration 
for Girls, 2009). This strikes me as short-sighted and out of touch. 
The world they position their doll in has changed dramatically in 
the last fifty years, yet they seem content to limit their creativity 
to superficial fashion updates which are largely ignorant of the 
social movements that have progressed around them. No matter 
what outfit she is wearing, Barbie™ is now an anachronism with 
little in common with the young girls she is purchased for. This 
deficit creates an opportunity for new, more culturally relevant 
dolls. Rather than aspiring to be like Barbie™, girls should now be 
able to aspire to change Barbie™ as they see fit. <0-
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BRANDING TAPWATER 
Monica Gautier 
ABSTRACT/ /  The bottled water industry has come at an [ 
enormous expense to the environment. The BC Ministry of 
Environment is looking for ways to change this polluting habit. | 
This paper examines one solution to this environmental prob­
lem. Research shows that people choose bottled water because | 
they believe it is a safe and convenient, quality product. Moreover, | 
the research revealed (people's) misconceptions surrounding the 
quality of Vancouver's water. A proposed solution to this prob- | 
lem is Project V-Tap, a branding campaign promoting tap water 
as a safe, convenient, costless alternative. The project is intended | 
to change people's behaviour by creating a positive message 
about Vancouver's drinking water. In turn this will create a more | 
sustainable environment. 
KEYWORDS/ /  Bottled Water, Tap Water, Vancouver, Sustainabil-
ity, Branding, Design for Social Change 
INTRODUCTION/ /  The twenty-first century is a period of 
massive consumption, which contributes to the alarming rate of | 
global warming. Today, even our tap water is being bottled 
and sold back to the public at a profit. Society needs to urgently | 
reconsider its choices as bottled water has significant negative 
affects the environment. Project V-Tap is a proposal designed to j 
urge people to drink tap water instead of bottled water. This paper 
discusses the research process regarding Project V-Tap, including j 
its campaign strategy, and the socio-cultural factors that influence 
brand loyalty. 
RESEARCH QUESTION/ /  How does one change people's 
perceptions about drinking tap water? 
Research Process// In order to find a solution, it is important to | 
thoroughly investigate the problem. The first part of this project 
was done with Lovisa Nersing, my research partner. We wanted to J 
investigate why people chose bottled water over tap water. 
Collecting Information// Our first step was to visit the reservoir I 
at Mount Seymour. After getting a guided tour, we learned that 
Vancouver has one of the best tap waters in the world. We also met 
with City Counselor Tim Stevenson who explained his eagerness 
to reduce bottled water consumption. 
Interviews//The next step was to interview bottled water consum­
ers, mainly tourists. We interviewed the staff of the Tourist Info 
Center and different hotels about their water policy. The data 
revealed the following: 
1. P eople want information about tap water when they are in an 
unfamiliar environment. They rely on friends and the media to 
guide their decision making. 
2. Most believe that the quality of bottled water is superior to tap 
water. A study made by the Natural Resources Defense Council 
found that 47% of respondents said they drank bottled water 
because they saw health and safety problems with tap water 
(Renewing Commitment to Public Water, 2008, 2). 
3. The act of purchasing is reassuring; consumers trust the 
security of brand names. 
4. Personal health is rated higher than preserving the environ­
ment. People are unaware of the damage consuming bottled 
water causes. 
CO-CREATION/ /  The last step of the research process was to 
engage with co-creators to learn about how drinking water is 
perceived. We chose three tourists as our co-creators: Mary Jo 
from Palm Springs, Erik from Sweden and Jean from Edmon­
ton. After signing a release form, they took part in our prepared 
activity which consisted of a fold out map. A blue sticker was 
placed in the areas they consumed water and a red sticker in 
the places they visited throughout their stay. This got them in 
the right mind-set for our collage session (Fig. 2). The purpose 
of this exercise was to initiate a d ialogue about feelings towards 
water. Unfortunately, the results were arbitrary and the process 
was very time consuming. However, Mary Jo mentioned that her 
water consumption habits have changed during her life and could 
change again depending on information she received regarding 
her health. This was an interesting statement which I took into 
account while brainstorming for ideas. 
DESIGN FOR SOCIETY/ /  A s we started the ideation process, 
Lovisa and I went our separate ways. I started to reflect about what 
I had learned through our research. In my opinion, the problem 
could not be solved by creating a new kind of vessel. The answer 
was not in a product, but in a message. 
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Figure i. 
Bottle water selection at the supermarket 
Convincing people that tap water is safe and convenient to drink 
is the only way to change consumption habits on a long term 
basis. Branding Vancouver's tap water and creating an exten­
sive communication campaign is the key to reversing the bottled 
water trend. 
Getting Involved// In order for this project to be successful, the 
initiative must go beyond the individual and become a city wide 
effort. For example, local shops can put up a V-Tap sticker in their 
window, meaning that pedestrians and cyclists can enter to refill 
their water bottles. They gain public approval and create a wave of 
potential clients. Another idea is to facilitate tap water access by 
highlighting water fountains in public places on existing signage. 
This reassures sceptics because they recognize the V-Tap brand 
and trust the quality of the product (Fig. 3). Metro Vancouver and 
the BC Ministry of Environment have to get on board as well. It 
is their ethical responsibility to get the project off the ground by 
finding funds, developing the program with a team of experts and 
implementing it throughout the city. 
DESIGN METHODS// A Consumer Society// Consumers are 
fueling the economy more than ever before. People feel indebted 
to buy products which they want, but do not really need. The 
media sends the message that our emotional desires (self-worth, 
sexuality, confidence, etc.) can only be filled by a purchase. Today 
our identity is created by the products we buy and bottled water 
companies are aware of this. Consequently, they market the added 
value of their product, from its beautiful packaging to its supposed 
health benefits (Palmeri, 2009). Consumers subconsciously ask: 
what does this type of water say about my values as an individual? 
Often, buying bottled water is more about a social status than it is 
about quenching a thirst. 
Assessing Values// Constantly reminded how dangerous the 
world around us is, shoppers want to feel in control. They take 
extra precautions when it comes to their three most important 
values: family, health and safety. Money, or the environment 
for that matter, are only secondary. A brand has to share and 
communicate these values to create a strong consumer relationship 
(Healey, 2008). 
Communicating a Brand Message// According to Business Week, 
the bigger an advertising budget, the stronger a brand becomes 
(Palmeri, 2009). Frequent exposure to it creates more impressions 
on a person, which in turn creates more responses. For this rea­
son, many marketing strategies are developed to increase the 
consumer awareness, such as product placement (Fig. 1). How­
ever, developing a visual identity is not enough. V-Tap needs 
to have more scope. Having exhibitions and advertisements 
scattered around the city can better inform the public about their 
tap water and increase the brand's visibility (Fig. 4). This strategy 
is essential to the branding project. 
DESIGNING A COMMUNICATION CAMPAIGN// What is a 
Brand?// A brand is not something tangible. As Matthew Healey 
affirms in his book What is Branding, it is the idea of the product 
as it exists in the mind of the consumer. This "reputation" is influ­
enced by advertising where an affectionate bond is created with 
the brand. Consumer behaviour is emotional, not rational. "Peo­
ple create brands to bring order out of clutter" (Neumeier, 2007). 
Brands make a product stand out. Interestingly, people think 
that a branded item is superior to one that is not, so branding tap 
water is very relevant. The quality previously associated with the 
branded bottled water can also be associated to tap water. 
Strategic Design Choices// Tap water's visual identity must 
have an aesthetic that inspires confidence while being easily 
distinguishable (Fig. 5). I chose cyan blue as the primary colour 
for V-Tap because it is a colour which stands out and symbolically 
refers to clean water. Yellow and green have an association with 
pollution, red with danger, etc. The logo depicts a drop of water. 
I intended it to be literal, not symbolic. Everything about V-Tap's 
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Figure 2. 
Erik Nersing during a co-creation session 
brand is straight forward in order to communicate to a multi-cul­
tural audience of all ages that tap water is a safe and healthy choice. 
Hence the choice of the typeface (Typi45i), which is friendly 
and readable. 
REFLECTION// Not only does this project offer a realistic 
solution to the problem of bottled water, but it does so by using 
knowledge that already exists. It is a matter of presenting it in 
the right way. Initially, I wanted to explore an Industrial Design 
concept to divert from my background in Graphic Design. When 
I chose the branding idea, I was worried that it was going to be all 
about the style. To my surprise, V-Tap became a social design con­
cept, a reflection about society and its values. My biggest challenge 
was knowing where to set limits. There were so many avenues to 
explore, so many opportunities to uncover. There was not enough 
time to do everything I wanted. I chose to cover the most areas 
possible, therefore only skimming the surface of each idea. 
This project showed me that designers are versatile thinkers and 
should not limit projects to their area of expertise. If I were to start 
again, I would want to team up with someone who has a different 
background than mine. It would be great to benefit from different 
skill set. From here, I would like to get a team together to start 
bringing this project to life: creating a formal proposal, estab­
lishing a budget, finding funds, setting up a test case and then 
implementing it in the city. 
CONCLUSION// This project offers a simple solution to a com­
plex problem. Research shows that people are concerned with 
the quality and safety of drinking tap water. The high quality of 
Vancouver's tap water can be illustrated through information 
campaigns and exhibitions. While bottled water may be conven­
ient, it is not sustainable. The V-Tap c ampaign is one solution 
encouraging a sustainable lifestyle by drinking tap water and con­
sequently causing less affect on the environment. <• 
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CO-CREATION 
+ CO-DESIGN 
IN A POST 
DESIGN ERA Author: Deborah Shackleton, Associate Professor Emily Carr University of Art + Design 
ABSTRACT// The boundaries between the conventional design dis­
ciplines are blurring (Rodgers, 2008). As such, new praxis spaces 
are emerging that present new opportunities for collaboration with 
clients and audiences. Designers need insights beyond "product" 
function in order to develop meaningful and "purposeful" designs 
(Sanders and Stappers, 2008), ones that resonate contextually. 
Designers need to recognize that all people are creative and that 
as designers we can amplify this creativity using participatory 
methods that involve collective agency and discovery learning. 
Generative techniques such as co-creation and co-design can be 
powerful tools for innovation and social change when applied as a 
methodology across the whole span of a design process. 
FOREGROUND// I am in favour of a design that is: user-centered, 
problem-focused, purpose-oriented, community activating, cul­
turally sensitive, scientifically informed, interdisciplinary, and 
fundamentally, necessary and useful (Frascara, 2008). 
Working on the assumption that technological and social 
change co-evolve, and often in non-linear and unpredictable ways, 
I understand that technologies (things and products) construct 
and configure users (uses, needs and expectations) just as much 
as users (uses, needs and expectations configure and construct 
technologies (things and products) (Galloway, 2007) 
KEYWORDS// Co-creation, Co-design, Participatory Design, Des­
ign Research, Design Education 
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J POST DESIGN ERA// All disciplines go through stages of evo­
lution. "Back in 1980, Alvin Toffler's bestseller The Third Wave 
(Bantam) predicted a new type of 'prosumer', someone who is a 
mix of DIY (do-it-yourself) producer and consumer in offline 
marketplaces" (Shuen, 2008, p.i). Three decades later social 
j media and muliti-modal platforms have made this a reality in 
both the offline and online worlds. As Business Weeks' Nussbaum 
on Design likes to remind us, we are living in a time of unprec­
edented public awareness of design, where as Lupton (2005) has 
observed, "every designer is a citizen, and every citizen is, to some 
| degree, a designer" (p. 12). In this context, the designer of 2015, 
to paraphrase the AIGA, will need to master new competencies 
j that involve a "broad understanding of the issues related to the 
cognitive, social, cultural, technological and economic contexts 
for design" as well as possess an "ability to respond to audience 
contexts recognizing physical, cognitive, cultural and social 
human factors that shape design decisions" (2007, p. 1). 
Research in or through design has been about the discourse and 
"viscourse" of making (Bonsiepe, 2007) and the combining of 
intuition and aesthetics with cognition and function. However, the 
size and complexity of challenges in areas such as energy, govern­
ance, food safety and healthcare requires a rethinking of design 
education as more than the partnership of intellect (noesis) and 
composition (poesis). If Sanders and Stappers (2008) are correct 
in their assertion that we are in the throws of a human-centered 
design revolution or a "post-design" era, then the stronger under­
graduate programs will be those where "students bring content, 
methodology and philosophy of their world investigations into the 
design lab, yielding more ambitious and stronger investigations in 
design" (Poggenpohl, 2002, p. 1). 
PARTICIPATORY DESIGN AND CO-CREATION// This is where 
qualitative and participatory research methods come into play. To 
educate is to foster the development of critical thinking, personal 
initiative and the conscious adoption of values. Co-creation is par­
ticipatory design; all the stakeholders are direct participants in the 
design process. As a method, it opens up new learning spaces for 
understanding the cognitive, emotive and sensory dimensions 
of human experience. Co-creation activities act as mediating 
influences between identities and value systems within commu­
nities, companies, organizations, business partners, and between 
companies and the people they serve. Co-creation in its many 
applications and adaptations to disruptive technologies (YouTube, 
Creative Commons, Flickr®, Facebook®, Home- Depot®, Rona, 
DIY Design, Make, iPhone®, Acumen Fund, Aid To Artisans) is 
an external force re-shaping design practice from the inside out. 
Whether the design proposition focuses on monetary, experience 
or social values (or all three simultaneously), "co-creation puts 
tools for communication and creativity in the hands of the people 
who will benefit" (Sanders and Simons, 2008, p. 5). Co-design is 
co-creation applied to the whole design process. 
Co-creation tools include; collages, journals, diaries, skits, role 
playing and play acting, scenario drafting, storytelling, mind 
and concept-mapping, and 3D prototyping using ambiguous and 
generic shapes as building blocks. 
CO-CREATION AND DESIGN RESEARCH// Imagine that you've 
been commissioned to design an environmental wayfinding 
system for a small, regional hospital. As a pre-design phase you 
might invite representatives from the hospital's stakeholders to 
a workshop where you ask them to create collages of their actual 
and ideal wayfinding scenarios. Each participant would be given 
a kit that might include a series of words, symbols, and images 
that describe different viewpoints of the hospital experience such 
as that of a patient, a nurse, and a visitor. The more simple and 
ambiguous the components, the easier it is for participants to 
express their memories, dreams, fears, and unmet needs. The kit 
would also include a glue stick, scissors, colourful paper shapes, 
coloured pens and markers, Velcro construction pieces, and large 
sheets of paper for visualizations. "These collages are then used 
for inspiration by the design team and [...] the respondents also 
present their collages to each other. By f ocusing on both social 
and material relations we become responsible not only for our­
selves but for others as well, and arguably that lies at the heart of 
social and cultural interaction as 'belonging' in and to the world" 
(Galloway, 2007, p. 7). 
Broadly speaking, design affects contemporary culture in four 
domains: symbolic and visual communication (publications and 
computer interfaces); material objects (domestic items and tools); 
activities and organized services (integrated workflow and strate­
gic planning), and systems or environments for living, learning, 
working, and playing. These domains are interconnected (Bucha­
nan 2001, p. n-12). Co-creation activities, because they combine 
research, play and learning can assist the designer in broadening 
her perspective and in developing new insights. 
"When one designs objects or communications one has to 
be aware that users do not come empty and naked. People use 
products in very many ways that are often unrelated to their 
intended purposes. People come to a product with guesses and 
expectations derived from their personal experiences and needs" 
(Frascara and Winkler, 2008, p. 6). Co-creation, because it often 
acts as a design intervention at the front end of the design proc­
ess, is akin to action research in the social sciences. As a method 
for both inspiration and information gathering, it requires the 
designer to be skilled at facilitating, listening, and observing 
without imposing personal filters. "To conceive the best strategy to 
confront a complex problem, we need to go beyond existing mod­
els and see the wider picture, working interdisciplinary and with 
intelligence" (Frascara and Winkler, 2008, p. 13). 
Co-creation precedents can be seen in the work of MakeTools, 
IDEO, Philips Design, the ID-Studio Lab at the University of 
Delft, Copenhagen Co' creation and the d. School at Stanford. «• 
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WORKING WITH CHILDREN: 
THE BENEFITS OF 
CO-CREATION IN PRODUCT DESIGN 
— ™ ^ ^ ^ ^ —  P a m e l a  T r o y e r  
ABSTRACT// The project reviewed in this document was a 
collaborative task with the goal of developing an interactive object 
for children. The project was completed with the assistance of two 
young co-creators aged six and nine. Through discussion, obser­
vation, and project iteration cycles with these co-creators, much 
was learned about their physical and mental capacities. These 
observations are also thought of in relation to the behaviours of 
children in general. Here, the promotion of co-operation and 
empathy becomes key in discussing process. Thoughts on the 
role of co-creation in the education system are also relayed. In this 
paper, research methods are evaluated for their effectiveness or 
ineffectiveness, and some insights on feasible design solutions for 
children are proposed. 
KEYWORDS// Co-creation, Children, Interaction, Design, Rese­
arch Methods 
INTRODUCTION// The project discussed in this article was a two 
month long, studio based, collaborative task. My partner, Ashley 
Nawrot and I worked to conceive and build a wood-based system 
known as a marble run that displayed two repetitive shapes. The 
physical constraints of this project placed the final product within 
one square-meter, called for the employment of Baltic-Birch ply­
wood as the major component, and required the use of the pin 
router. Utilizing the help of children as co-creators to realize the 
outcome was perhaps the most important criteria we met to fulfill 
this project. We met with our co-designers, two young boys aged 
six and nine, three times during the project. Firstly, we introduced 
ourselves, observed the nature of our clients and their methods 
of play. For our next encounter, we met them with vague proto­
types of possible ideas, and lastly, we arrived to present them 
with a final prototype. Under normal circumstances, we recog­
nize that consent forms should be used to gain the permissions 
for such a project, however, in these circumstances they were not 
used. In this essay, I will refer to the children as subjects A and B, 
subject A being the older child, and subject B, the younger. This 
paper is intended to evaluate our methods of communication and 
production and to offer a scaffold for understanding how to gener­
ate viable design concepts and solutions for child-centered, objects 
of play. 
RESEARCH QUESTION// It was clear from the actions of our 
young clients, as well as their boxes upon boxes of Lego, that these 
children held a special affinity for building things. Working well 
together as siblings, we asked ourselves, "How can we create a 
building system that these two boys may work with simultane­
ously?" Our mission statement evolved to this: "Clean, organic 
shapes create an ever changing building system that can appeal to 
all ages" (Fig. i). 
METHODOLOGY// In the article, "Co-Creation and the New 
Landscapes of Design", Elizabeth Sanders and Pieter Stappers 
outline co-design as something which, "indicate[s] collective crea­
tivity as it is applied across the whole span of the design process... 
[and] refer[s] to the creativity of designers and people not trained 
in design working together in the design development process" 
(2008). This concept of co-design was undoubtedly a predominate 
methodology in the evolution of our product. As mentioned 
before, however, meeting only three times with our co-designers 
meant that their input could not have been as significant as in 
projects where the involvement of co-designers is an unyielding 
constant throughout. 
Observations on the Interactions Between Children and Objects// 
Through our meetings, it became apparent that there was a 
certain difference in attention span between our two young 
co-creators (Fig. 2). Naturally, this can be attributed to a differ­
ence in personality. Despite this, it seems fitting to ask, how does 
age affect attention span in the relationship between children and 
objects of play? From our observations, it seemed that subject B 
(age six), while attentive and able to concentrate for short periods, 
soon began making distracted associations with the objects we 
presented him with. At times, this divergence led to him losing 
interest altogether and moving on to other objects of play (Fig. 
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Figure i. 
The result: an interactive marble run 
Figure 2 .  
Playing with the children 
3). Contrastingly, subject A (age nine), was able to concentrate on 
what we presented to him for longer periods of time and became 
| immersed in the possibilities of the toy's success. Together, the 
two boys used the presented shapes in conjunction with seem­
ingly unrelated toys to suit their own needs. The children were 
J incredibly astute in using the items we presented to them in a cre­
ative way when no instruction or true definition of the object was 
offered. This lack of definition provided them with a greater arena 
| of imaginative possibilities, especially when it was well commu­
nicated that the prototypes were unfinished. For instance, in our ! 
second meeting we presented them with prototypes made out of 
| foam-core and others of crudely cut wood (Fig. 4). We were able to 
learn more from this encounter about the children's instincts to < 
| play with these objects than when we presented them with more 
finished pieces. The children assumed that because the object was 
labeled "complete", it must assume a specific function. They asked 
j questions like, "how does it work?", when previously the idea of 
"function" had been irrelevant. In the adoption of the label of "fin­
ished", it was as though the co-creative process had ended. Stanley | 
| King and Merinda Conley offer a good example of this failure to 
communicate in their discussion on designing public spaces: 
"The design professionals who present development proposals J 
j in the traditional manner at public meetings may find themselves 
in a no-win bind. The more detailed their presentations are, the 
more they invite criticism. The better their drawings and mod-
j els are, the more they are accused of having everything already 
decided. A form of atrophy may set in. Lacking detailed positive 
response, they may cut out what is criticized, reducing the fea- [ 
[ tures of the design. Often they replace the omitted features with 
nothing" (King, 1989). 
What is cited here is an all too common communication prob­
lem which could likely be solved by more frequent, more involved 
meetings with clients in which they feel as though they are truly 
participating. The closure of the co-creative process by too swift a 
progression of finish is, in the case of children, the reduction of 
their imagination. Cohen and MacKeith give a concise overview 
of the beginnings of associative imagination in children stating: 
"Tiny children don't know how to use a toy horse at all; a little 
later, infants know what makes a toy horse and use it correctly; 
with a little cognitive maturity, toddlers know they can pretend 
anything is a horse - a rag, a lump of plastic, a parent. But, then, 
reality starts its demands. The toy must look more and more like a 
horse to deserve being played with as a horse. We grow up literal" 
(Cohen, 1991). This analogy of a toy horse was mirrored in our 
sessions with our co-designers. While subject A was mostly inter­
ested in using our toy correctly, subject B chose to appropriate it. 
A Few Limitations// As adults attempting to understand children, 
we began to realize something seemingly obvious but sometimes 
overlooked: adults and children think differently. The psychologi­
cal impossibility of gaining a true understanding of the ways in 
which a child may choose to use an object will likely always be a 
grey area for adult designers. Ergonomically, however, we can 
make some simple deductions. For example, adult hands are 
larger and stronger than those of children. This is enough to affect 
their ability to handle an item. Height is another factor, and over­
all strength. While these observations may seem superficial, they 
vary greatly with only a slight increase or decrease in age. Ergo-
nomic factors we thought we had adequately accounted for proved 
slightly off. For example, subject A could more easily pull the 
fitted, connective pegs out from the dowels, while subject B h ad 
slightly more difficulty, became frustrated, and abandoned them. 
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The children were an incredible reservoir of ideas. They helped 
us in deciding the optimal path for the marble to run, which to 
them meant the path with the most systemic possibilities (Fig. 
5). The children contributed lucidly and thoughtfully, supporting 
their ideas genuinely. In working with these two young designers, 
however, we came to face a few realities. The expansiveness of 
their imagination did not always comply with our time and budget 
constraints, as well as what was physically possible to achieve 
within the project parameters. Finally, we decided which of their 
ideas were viable and which ones could not be achieved while 
attempting courtesy and avoiding disappointment. 
Co-Creation with Children and Education// What could be the 
benefits of co-creation in the education system? As of yet, most 
systems of education are far from perfect. As Jan Vissers recog­
nizes: the traditional schooling practice, with its emphasis on the 
acquisition of factual knowledge and lack of encouragement to 
explore and comprehend deeply, is possibly a major cause of the 
disappearance of curiosity. If so, it may be the single most impor­
tant inhibitor of the development of the scientific mind (Vissers, 
2006). Co-creativity is one tool which can potentially reverse 
this negative image of a "traditional" schooling system. Through 
fostering the "encouragement to explore" in early education, 
co-creation and co-design have the potential to let young minds 
glean shared knowledge, social skills, and problem solving abili­
ties that extend beyond the "acquisition of factual knowledge." The 
idea of working towards a shared goal can do no harm in teaching 
the young the complexities and benefits of teamwork and success­
ful negotiation. As Sanders and Stappers acknowledge, however, 
"co-creativity requires that one believes that all people are creative. 
This is not a commonly accepted belief..."(2008). Some believe 
co-creativity has taken too long to become a mainstream method­
ology because of this stigma. Acknowledging that all people can 
play out different and equally important roles free of hierarchy is 
essential to the process. This idea of hierarchy is notable in co-
creation with children as there is usually an established hierarchy 
built into adult-child relationships which must be, to a degree, 
diffused. Sanders and Stappers continue: "When we acknowledge 
that different levels of creativity exist, it becomes evident that we 
need to learn how to offer relevant experiences to facilitate peo­
ple's expression of creativity at all levels" (2008). This is where the 
professional role of the designer seems to become most relevant, 
in providing communicative tools and expertise as a negotiator in 
order to assist in what can potentially be great opportunities for 
learning. 
CONCLUSIONS// Working with children presents opportunities 
and also challenges; from this project we can deduce that there is 
much work still to be done in the arena of successful co-creation 
involving children. At times, design projects done between 
children, and those who can merely try to remember being 
children, can dwell on the communication pitfalls of such a 
relationship. To avoid this, designers can try to use empathy, 
understanding and meaningful involvement to find new ideas 
and avoid the suffocation of imagination. This project teaches that 
recognizing the importance of ergonomics in constructed objects 
undoubtedly results in products which can better foster user 
engagement. Moreover, not progressing too quickly to a "decided" 
object is crucial for both the successful relationship between 
co-designers and also the end product. Overall, it is exempli­
fied that there are sure benefits of being meaningfully engaged 
with co-designers from the beginning a project, to its final 
manifestation, -o-
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RE-DESIGNING A VERSATILE MOBILITY AID 
Angela Henderson 
ABSTRACT/ /  The objective of the project discussed in this 
article is the re-design of an existing standard axillary crutch. The 
axillary crutch is a versatile prosthetic device, but has limited 
function and little aesthetic value as a mobility aid for people 
living with lower limb amputations. Here, designers work co-
creatively with a thirty-four year old female with an above the 
knee amputation and consult with physiotherapists at the G.F. 
Strong Rehabilitation Centre. The project considers the goal of 
improved portability in the axillary crutch through explorations in 
collapsibility. Tailored solutions for a specific co-creator, such as 
providing personalized aesthetics in the device, are also defined. 
KEYWORDS/ /  Axillary Crutch, Re-design, Co-creation, Collaps­
ibility, Amputation, Prototyping, Aesthetic, Mobility Aid 
INTRODU CTION/ /  This project was part of a medical and assis­
tive care design course at the Emily Carr University of Art + 
Design. In collaboration with professionals at the G.F. Strong 
Rehabilitation Center, our team worked to redesign an existing 
axillary crutch to better meet the needs of our co-creator, a thirty-
four year old female living with an above the knee amputation. 
Through qualitative investigations of such a disability, including 
co-creative activities with both a disabled individual and medi­
cal professionals, we intended to improve upon the design of the 
axillary crutch. 
Methods// In order to investigate and understand the physical and 
emotional experience of a person with a disability, we engaged in 
an exercise that meant temporarily disabling a limb over a period 
of time. Our design team cast their bodies to inhibit limb func­
tion and then attempted to go about daily activities. This exercise 
mentally prepared us to meet with our co-creator, whom we 
interviewed to understand her needs and desires in a mobility 
aid and her criticisms of existing products. We visited her home 
to educate ourselves regarding her daily life, routine and needs 
from this project. To further investigate mobility aids, we met 
with medical professionals and conducted a literature search to 
explore existing options, including pertinent side effects and 
standard criticisms. We created numerous prototypes which 
helped direct the physical outcome of the product. Through these 
methods, several prominent constraints were identified. These 
included navigating the potential for stress injuries associated 
with extended axillary crutch use as well as considering portabil­
ity, collapsibility and crutch aesthetics. 
FORM ATIVE RESEARCH/ /  Current Mobility Aids// Mobil­
ity aids for people living with lower limb amputations include 
crutches, hinged prosthetic devices and wheelchairs. Pros­
thetics, wheelchairs, and crutches have unique functions and 
enable those living with disabilities to navigate an able-bodied 
environment. After some investigation, we realized that crutches 
fall into two main categories: forearm and axillary. A visit to 
G.F. Strong enabled us to examine both types of crutches, better 
understanding the benefits and problems associated with each 
of them. In discussion with a physiatrist at G.F. Strong we 
understood that while the forearm crutch enables a longer stride 
and a faster pace, many patients experience stress on the wrist, 
resulting in fatigue with extended use. This is particularly com­
mon, given that forearm crutches are considered standard for 
those with permanent disabilities. On the other hand, axil­
lary crutches are considered standard for those with temporary 
injuries and are discouraged for those with permanent disabili­
ties. While they are easier to use, axillary crutches are associated 
with brachial plexus injury, a condition colloquially known as 
Crutch Palsy (Raikin and Froimson, 1997). Understanding the 
positive and negative elements of the crutch was essential to glean 
useful information from our co-creator in her experiential under­
standing of crutch use. 
Collaboration// Co-creation and collaboration educates designers 
while helping them manage constraints (Sanders and Stappers, 
2008). The effectiveness of co-creation depends in part on the 
setting in which one gathers information (Buchenau, 2000). We 
chose several settings for collaboration and co-creation. An 
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information session with G.F. Strong helped identify universal 
issues and advantages associated with crutch use, both forearm 
and axillary. The professional setting of G.F. Strong offered a 
broad range of information that lent itself to universal design 
whereas an informal meeting with our co-creator in her home 
revealed information of a more personal nature; she commented 
on her experience with frequent axillary crutch use, telling us 
about the side effects of pain in her shoulders and upper body. She 
also expressed her need for collapsibility in a crutch to facilitate 
ease of mobility while travelling; something she does on a routine 
basis as part of the national Paralympic basketball team. Finally, 
the issue of aesthetics came forward. She felt that the current 
aesthetic of her standard axillary crutch was not only unattrac­
tive but impersonal. Her desire for a personalized aesthetic 
revealed her relationship with her crutches as an extension of 
her body (Scarry, 1985). Collaboration with G.F. Strong and our 
co-creator helped us to clearly define our project goals: reducing 
the potential for stress injuries to the brachial plexus1, increasing 
mobility through collapsibility and developing a more personal­
ized aesthetic. 
Re-designing the axillary crutch with our co-creator provided an 
opportunity to design for her specific needs. The first meetings 
revealed her reasons for using the axillary crutch instead of the 
forearm crutch. The ability to travel a greater distance without tir­
ing and to transition from crutch to hands-free while performing 
daily tasks was of primary importance. Prototyping based on feed­
back from our co-creator allowed us to further refine the concept 
and ask more directed questions. What was her natural inclina­
tion when using the axillary crutch, how does this differ when in 
a stabile position verses in motion? Would a hybrid between the 
forearm and axillary crutch offer further support? Is there a need 
for more forearm support? 
Research on Axillary Crutches// To further understand the 
physiology of the brachial plexus, we contacted a kinesiologist. 
This meeting helped us to not only better understand the poten­
tial damage resulting from long term crutch use, but to rethink 
ways of lessening risk of injury by facilitating neutral posture. We 
learned that the impact of regular misuse of the axillary crutch 
affects not only axillary nerves but can also impact the ulnar and 
radial nerves (Youdas, Kotajarvi, Padgett, and Kaufman, 2005). 
This information led us to explore alternatives for the underarm 
piece of the axillary crutch. We also discovered that weight distri­
bution of axillary crutches creates stress on the wrist due to the 
angle of the crutch handle. Research revealed that the optimal 
angle for stress reduction to be twelve degrees below horizon­
tal. This creates optimal weight redistribution on the wrist and 
forearm (Youdas et al.). With this information, we were better pre­
pared to begin the creation of prototypes. 
' Brachial plexus is an arrangement of nerve fibers, running from the spine, formed 
by the ventral rami of the lower four cervical and first thoracic nerve roots (C5-T1). 
wwvwlt proceeds through the neck, the axilla (armpit region), and into the arm. 
(http://en.wikipedia.org/wiki/Brachial_plexus) 
Figure 1. 
Concept drawing 
Prototype Testing// We started our ideation process by sketching. 
Figure one shows a concept we developed regarding collaps­
ibility and stress injuries. This process of ideating through 
sketching created new ideas throughout the project. With a range 
of ideations and feedback from our co-creator, we began to con­
nect drawn concepts to physical forms through prototyping. 
We began prototyping underarms pieces (Fig. 2) to reduce 
impact on the brachial plexus and encourage neutral posture. 
These components were designed to be tested with an adjustable 
trial prototype (Fig. 3). To further reduce stress, we focused on the 
potential for impact on the forearm and wrist. 
The adjustable trial prototype (Fig. 3) enabled us to map the 
ergonomics of our co-creator's body while static. To further under­
stand her interaction with a mobility aid, we then mapped the 
ergonomics of her body while dynamic. With this information, we 
began to build a product prototype (Fig. 4). The process of map­
ping and prototyping with our co-creator narrowed the project's 
ergonomic goals (Buchenau, 2000). 
After testing underarm pieces with our co-creator, we received 
extensive feedback. She stated that none of the prototypes felt 
as natural to use as the current underarm piece of her standard 
axillary crutch; she highlighted where there may be potential 
modification in the design, commenting on the comfort of a more 
minimal form. With this feedback we met the physiotherapists at 
G.F. Strong. In discussion with our co-creator's physiotherapist, 
we came to understand that we did not need to focus on a re­
design for the underarm piece of the crutch since our co-creator 
did not use her underarm crutch in a way related to stress inju­
ries. With this feedback, we were able to narrow the constraints 
of the project. Our objectives became clearly defined as working 
to increase mobility through collapsibility, and personalizing 
the aesthetic. 
Testing the product prototype (Fig. 4) based on our previous 
ergonomic findings revealed that the addition of the forearm 
support meant the crutch was actually less functional. When test­
ing the prototype during construction, we found that we were 
more inclined to hold the crutch close to our person in both 
a stabile position and while in motion — similar to what a new 
crutch user would do. As a result, when this prototype was tested 
with our co-creator, she saw very little relevance in the placement 
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of the forearm piece. However, the added support of a forearm 4- Scarry, E. (1985 ). T he Body in Pain: The Making and Unmaking of the 
,  r .  ,  1 ji ,u * . * . } :  W o r l d .  Oxford University Press, 278-286. crutch was of interest to her and she saw the potential in explor- 7 7 
, , .1 rr . 1 1 • 1 • 11 1 .1 1 r K .  Youdas, J., Kotajarvi, B., Padgett, D., and Kaufman, K. (2005). Partial Weight-ing a hybrid of forms. Additionally, we recognized the need for 5 ^  ^  ^  Devjces Abstrac{ retrieved March 
a new prototype that would facilitate adjustment much like our 2oiq prom. http://www.ncbi.nlm.nih.gov/pubmed/i57592i7?log$=activity 
first prototype (Fig. 3). Ultimately, we recognized the need to work 
without compromising the functional elements of our co-creator's | 
existing crutches. With this non-negotiable constraint, and our j I M A G E  R E F ER E N C E S / /  
co-creator's hopes for increased mobility through collapsibility 1- Henderson, A. (2009). 
and personalized aesthetics, we were able to focus on combining j Fig 2- Henderson, A. (2009). 
these elements into a new prototype (Fig. 5). 3- Henderson, A. (2009). 
Fig 4. Henderson, A. (2009). 
F I N D I N G S / /  A New Prototype// With clear constraints in mind, Fig 5. Henderson, A. (2009). 
we focused on paring down the form to meet our new design 
criteria. Investigating the underarm, forearm and handle as they 
relate to the body meant experimentation with form through 
the use of wet clay. Holding the clay in our hands, we were able 
to see the form of the hand as it related to holding the handle 
of the crutch, as well as the curves of the body in relation to the 
underarm. This enabled us to pare down the form of the crutch 
in a way that fit the ergonomics of the body. To facilitate collaps­
ibility, we used an existing mechanism in the height adjust on the 
standard axillary crutch. We employed this same mechanism in 
locking the collapsible crutch into an open and closed position. 
As the form became pared down, becoming more comfort­
able and portable, we incorporated the collapsing mechanism to 
construct a final testable prototype (Fig. 5). At this stage we met 
with both our co-creator and the physiotherapists from G.F. | 
Strong to present them with our work. It appeared that while 
the issue of comfort required further modifications, the collaps­
ible component held significant potential as a viable solution. 
While this prototype has fulfilled the requirements for the studio J 
deliverables, this collaboration will continue as we work to find a j 
solution to meet the needs of a woman living with a disability. 
C O N C L U S I O N/ /  The process of design involves gleaning infor­
mation from a variety of sources. A s ource of valid information 
in the process of re-designing a mobility aid is medical literature 
which facilitates a better understanding of the issues surrounding 
these devices. Meanwhile, collaboration with medical profession­
als allows one to better understand this information by tapping 
the vast anecdotal experience and knowledge on the subject. 
Finally, through collaboration with the end user, one is able 
to achieve a more personalized and practical understanding 
of the issues surrounding product design. Through these sour­
ces, a designer is better able to understand the broad issues at 
hand, and gradually narrow the focus to a personalized, usable 
end product. • 
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Figure 2. Underarm explorations 
Figure 3. Adjustable ergonomic mapping prototype 
Figure 4. Prototype sequence 
Figure 5. Ergonomic findings prototype 
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